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IT is proposed in the following memoir to do two things : one, to give some
account of that species of mosaic decoration which by the Romans was dis-
tinguished as " opus sectile," particularly as applied on walls; the other, to
describe the very remarkable building which has afforded by far the most
important examples of work of that character of which we have any knowledge,
viz., the church of San Andrea in Catabarbara, which was probably originally the
great hall or basilica of the palace of the Bassi on the Esqailine hill in Rome.
Those collocations of pieces of stone, glass, or baked clay which we are accus-
tomed to call mosaics may be divided into three classes; first, that in which
fragments of stone or glass without any definite shape are fixed in cement and
polished down to a smooth surface; second, that in which the pieces are all small
cubes; and third, that in which the materials employed are in slices, and are so cut
into shapes, geometrical or other, that when put together they form a pattern.
The first kind is still in use in Italy, where it is known as "alia Veneziana."
A good ancient example exists in the " House of the Eaun " at Pompeii; this
contains many pieces of transparent amethystine and opaque crimson glass.
The second kind, called " tessellatum," as being composed of tessellse, is too well
known to need any description. The third is that which is the subject of this
memoir. It was known as "sectile," for Vitruvius (book vii. c. 1) speaks of
sectile pavements as containing " scutulse" (probably circles), " trigones,"
"quadrati," or "favi" (hexagons), and very many ancient examples of such
remain. Several may be seen in the museum at Naples, but perhaps the most
striking existing is that of the Pantheon at Rome. Whether any distinctive
name was given to that description of sectile work in which the patterns were
not geometrical, does not appear. Examples of this last variety, either in
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pavements or in wall decorations, are extremely rare, although fragmentary
pieces of either are of very frequent occurrence; the non-geometrical patterns
were no douht more costly, and therefore, perhaps, less used in pavements than
those of the geometrical class, the comparatively simple forms in which could
be produced with less labour.
Such patterns were, however, very largely used in the decoration of walls, and
were generally executed in glass; detached pieces are found in thousands in the
ruins of villas near Rome, but instances in which the connection and disposition
of the pieces can be traced are of extreme rarity; only three, as far as my
knowledge extends, in which glass is the material can be cited.
While, therefore, tessellated work, whether in pavements or as decorations for
walls, is familiarly known to us, and has been largely illustrated, sectile work,
and especially the non-geometrical variety, has been but little noticed, but, as I
hope to be able to show, the remains of it which exist, although but very scanty,
well deserve the attention of the student of art or antiquity. Those in which
figures of men or animals appear have especial claims to notice, but those consist-
ing merely of patterns are also interesting from the fact that they preserve their
original colours unaltered, and that we have comparatively very small remains of
the polychromatic decorations of the ancients—at least, of those in which variety
of colour and form, and not the representation of natural designs, was the primary
object.
Before entering into a description of the existing remains it may, however, be
well to say a few words on the history of this sectile work.
Pavements made of variously coloured marbles were in use among the Persians ;
in the Book of Esther (chap. i. 6) mention is made of " a pavement of red and
blue and white and black marbles" in the palace of King Ahasuerus at Susa.
The Greeks probably learnt from the Persians the art of constructing such work,
but no existing monument can be referred to. One instance of the use of coloured
glass in architectural decoration in the best period of Greek art, though trifling
in itself, is very suggestive; it is in the temple of Minerva Polias at Athens;
here pieces of blue glass are inlaid in the plaited torus between the volutes of the
capitals of the portico."
Pliny (Hist. Nat. book xxxvi. c. 15) mentions a temple at Cyzicus, the walls
of which were of polished stone, with threads of gold between the joints ; it seems
a
 Stuart and Revett, Antiquities of Athens, vol. ii. p. 73, note a. These authors say " coloured
stones or glass," but Mr. H. March Phillips informed me that he had noticed these decorations, and that
they were pieces of coloured glass.
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probable that we should by this passage understand not that the building was
constructed with plain rectilinear courses of white stone, but that coloured
marbles formed patterns on the walls. In the former case the threads of gold
would have produced little or no effect, in the second the beauty of the work
would be greatly increased by the lines of gold parting off and harmonising the
colours of the stones. That the intervention of a line of gold or of white between
positive colours has that effect may be seen in many ornamental works of all ages
and countries, and, in the case of the incrustations of walls, white lines of mortar
often occur between the various pieces of marble, the work having evidently been
purposely so constructed; instances of this may be seen in San Giovanni in Eonte
at Ravenna and in Santa Sabina in Eome, both of the fourth or fifth centuries of
our era.
Of incrustations on walls in glass at Eome perhaps the earliest instance on
record is that mentioned by Pliny (Hist. Nat. book xxxvi. c. 15), when he tells
us that Scaurus, the stepson of Sylla, constructed a theatre of three storeys, the
lowest of marble, the second of glass, and the third of gilded wood. It cannot be
supposed that the glass was used in solid masses; doubtless it was attached to
the walls in the form of " crustse."
In the time of Csesar, sectile pavements were in use, as Suetonius (book i. c. 46)
states that that general was accustomed to carry with him on his campaigns
both tessellated and sectile pavements. Casaubon, in a note on this passage,
suggests that what he really carried with him were the materials for making such
pavements. It was the practice to place the chair of a Roman official of high
rank, e.g., a prsetor or a consul, on an ornamented pavement, and it was no
doubt with a view to the formation of such pavements that Osesar carried these
materials with him. Very beautiful examples of sectile decoration for walls have
been discovered in the recent excavations made by the Emperor of the French in
the portion of the palace of the Caesars at Rome which was built by Nero.
These, presenting very ingenious and elaborate patterns made up of forms chiefly
non-geometrical, are wholly composed of marbles and granites or porphyries.
Glass, however, was about the same time used for the same purpose, as is proved
by examples discovered at Herculaneum and preserved in the museum at Naples.
Excavations in the ruins of a villa on the Via Cassia (about four Roman miles
from the Porta del Popolo), which is said to have belonged to Lucius Aurelius
Verus, the son-in-law of Marcus Aurelius, brought to light a large quantity of
these decorations executed in glass. Whether they can be assigned to the period
of Lucius Verus or not, is a question not perhaps very easy to decide; my learned
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friend Padre Garrucci was of opinion, that, judging from the character of the
ornament, a period not very remote from that of Constantine was probably that
of their execution. It may however be noticed, that pieces of glass identical in
pattern and colour to these are to be found in the mosaics of San Andrea, from
which we may infer that the two were constructed at periods not very remote
from each other.
In the third century we have distinct reference to such employment of glass, for
Vopiscus (in Vita Firmi, cap. 3) tells us of Firmus, " De hujus divitiis multa
dicuntur; nam et vitreis quadraturis, bitumine aliisque medicamentis insertis,
domum induxisse perhibetur." Prom this it would seem that such decorations
were deemed uncommon and expensive luxuries when executed in glass, but they
would appear to have been more common in marble. Richerius Rhodiginus, a
writer of the fifteenth century, says, " In turribus et decursoriis moenium Romse
videre est, opere tessellato expicta, distinctaque pavimenta, nee non obductos
crustis parietes."a These " crustge " were doubtless of marbles or porphyries ;
I have myself noticed the traces of such decoration in towers of that part of
the wall which is near the Porta San Giovanni, and which probably dates from the
time of Aurelian.
The system of decorating walls by means of incrustations of marbles was
largely used in the churches constructed in and after the time of Oonstantine.
San Paolo fuori le Mure at Rome, and probably almost every large church built
in the fourth and fifth and sixth centuries, was so decorated; the most remarkable
examples remaining are at Rome, Santa Sabina (A.D. 425-450); at Ravenna, San
Giovanni in Fonte, the baptistery of the cathedral (fifth century), and San Vitale
(sixth century) ; at Parenzo (sixth century) the Duomo ; at Constantinople, Santa
Sophia; at Thessalonica, St. Demetrius (early sixth century). In none of
these, however, as far as I am aware, is any glass used in the sectile work,
although the tessellated work in the same churches is almost or entirely composed
of that substance. The materials are chiefly marbles of various colours and por-
phyries, but brick is employed at San Giovanni in Eonte, Ravenna, and Parenzo,
and mother-o'-pearl at Parenzo, and at San Vitale in Ravenna.
From the period of the above-mentioned churches to the present time this
system of decoration has continued in use, so far as marble is concerned. Though
it may be difficult to cite examples dating from the centuries between the sixth
and the eleventh, it is probable that in the territories ruled by the Emperor of
the East it was used from time to time. In the eleventh century we find it in
a
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full vigour in the church of St. Mark at Venice, and traces of it in the cathedral
of Pisa. In the church of San Miniato, near Florence, it was extensively
employed in the same century; and throughout the middle ages, in Tuscany
and other parts of Italy, the artists of the period of the Renaissance and those of
the succeeding centuries largely used it; one of the most splendid and costly
instances of its employment being the still unfinished mausoleum of the Grand
Dukes of Tuscany annexed to the church of San Lorenzo at Florence.
I have thus briefly sketched the history of sectile work as used in the decoration
of walls; it remains to describe the few existing examples, which are composed
wholly or partly of glass.
The examples of sectile work in glass in the museum at Naples (two of which
are shown in Plate XVII.) are more elaborate in design and of more careful execu-
tion than any others which I have met with, the pieces being accurately shaped
and fitted. As each octagon contains from twenty-five to thirty-two pieces, all
accurately shaped and fitted together, the cost of such a method of decorating
walls must have been excessive, even though we make allowance for the compara-
tive cheapness of manual labour. Each octagon must have required several days'
labour to complete, for the pieces are not chipped, but ground to their shapes.
The shades of colour and quality of the glass composing these octagons appear
the same as those of some of the fragments so frequently found near Rome.
The designs, it will be seen, are peculiar, and somewhat unlike those which we
are accustomed to meet with in classical art. They are said to have been found,
with two others of similar character, but different pattern, at Herculaneum, and,
if so, belong to the first century of our era.
The next examples in date, if we may believe that they belong to the period of
Lucius Verus, are the pieces discovered, as has been said above, in the ruins of
the villa, about four miles from Rome, which belonged to him. These were
found lying on the floor, and were supposed by the discoverers to have composed
a pavement, but it is clear that they are much too thin and fragile for such use.
They had no doubt fallen on the floor, in consequence of the decay of the plaster
by which they had been fixed on the walls.
Several thousand pieces came into my possession, but many of them were
unfortunately broken into so many fragments that it is difficult, if not impossible,
to ascertain what their original form may have been, and consequently to recon-
struct the original pattern. Such, however, is not the case with a very consider-
able quantity, and the pieces so fit together that there can be no doubt that
the patterns have been correctly re-composed. Some of these are in the British
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Museum, and two examples of the patterns have been engraved in plate vi. of the
lately published catalogue of glass in the South Kensington Museum. The preva-
lent forms of the pieces composing the patterns which have been recovered are
triangles, bands, circles, and oblongs, and these can be so arranged as to form
squares, divided diagonally by bands, and bordered by other bands. The triangles
are generally of brick-red opaque glass; the bands have a ground of the same
colour, with circles and dots of opaque yellow or white traversing the substance
of the glass, so as to be visible on both sides ; the circles contain rosettes of yellow
on a red ground; the oblongs are transparent green, with a yellow edge.
These have been carefully ground at the edges so as to correspond exactly in
size and to fit accurately. As about forty-five pieces are required to cover a
space of five inches square, the amount of labour expended in shaping a suffi-
cient number of these pieces to cover the walls of a moderately-sized room must
have been prodigious.
With these were found an immense number of pieces of various sizes, forms,
and colours, white, yellow, green, and blue of several shades, which I have not
been able to form into patterns with any certainty of having recovered the original
order of the pieces; some, however, evidently formed portions of patterns of
flowing character such as are frequently seen in classical ornamentation. A few
fragments would also appear to have belonged to rosettes similar to those in the
museum at Naples.
Two fragments of still more remarkable character came into my hands, one
being the upper portion of a female face, the other a part of the figure of a fish.
These are both formed by a somewhat peculiar process; the glass of appropriate
colours would seem to have been broken into pieces of the required shape, then
were placed on a smooth surface in proper order, and a mass of hot glass pressed
upon them so as to unite them into one mass; this process had the advantage
over tessellated work that it in some degree blended and softened the outlines of
the pieces employed, and the firm union obtained made the figures so formed
more durable. The effect of work so executed must have closely resembled that
of a drawing executed in the usual antique style with broad washes, and not
exhibited the hardness of a mosaic.
The female figure must have measured, if standing, nearly 15 inches in height,
the fish 6 to 8 inches in length. Whether the two did or did not form part of
the same composition, and what the subject of the composition of which either
or both formed a part, must, it is to be feared, be entirely a matter of conjecture.
It is greatly to be regretted that no considerable portion of such work remains,
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but it is interesting to observe how much ingenuity and invention the ancient
artists brought to bear in the employment of glass.
But by far the most remarkable examples of decoration of this kind are those
shown in Plates XVIII. and XIX., and the woodcut on the next page; they indeed
seem to be the only existing examples in which figures of men or animals are repre-
sented. These and another figure of a tiger are all that remain of the series of
decorations of like kind with which the walls of a great hall or basilica erected by
Junius Bassus, consul A.D. 317, were covered. In this place I shall confine myself
to a description of the materials of which they are formed, and of the methods
employed, leaving to the second part of this memoir what has to be said of the
building itself, of the relation in which these mosaics stood to it, and of their
subjects.
The ground of both the large pictures was originally, doubtless, green porphyry
(or as it is commonly called at Rome " serpentino "), and still remains so in that
representing the rape of Hylas; but in that of the consular procession a great
part of the ground is now of the soft stone known as " Verde di Prato," so much
used in buildings in Tuscany ; this having, no doubt, been used to replace pieces
of green porphyry which have dropped out; the rocks in the rape of Hylas are
of "alabastro fiorito" (variegated alabaster)^ the figures of Hylas and of the nymphs
of the marble known as " giallo antico ; " the hair, I believe, of some variety of
alabaster; the prcefericulum held by Hylas, and the armlets and bracelets of two of
the nymphs, of mother-o'-pearl. The water, theblue portions of the garments of the
nymphs, and the cloak of Hylas are of glass. The drapery flying out from the
nymph on the right of Hylas is of marble, the paler portion of that known as
" palombino."
The band representing embroidery below the figures of Hylas and the nymphs
is wholly of glass, with the possible exception of the green ground on which the
small figures are placed; though I know of no marble used at Rome in the
classical period which has precisely this tint, I was unable to satisfy myself that
it was glass. The figures, which obviously are careless copies of Egyptian originals,
are entirely composed of pieces of glass; some of these pieces are throughout
of one colour; others, and particularly those forming the draperies, are of varieties
of what the Venetians call "millefiore" glass, formed by making rods or
canes with threads of glass of various colours, so arranged as to present some
resemblance to an expanded flower or a section of a coralline ; the rods so formed
were cut or broken transversely and each section would present the same pattern.
These sections were then placed side by side, probably in a mould, and united by
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heat; the mass thus obtained was then heated and worked into vessels, tablets, or
the like. Many of the pieces employed in this mosaic are apparently fragments of
vessels made of this millefiore glass, which was used in Rome for dishes, plates, and
other table utensils, much as we now use porcelain. It was used in immense quan-
tities, as we may learn from the fact that every year thousands of pieces are found
aboUt the sites of ancient villas. Doubtless the Transtiberines, who, as Martial
tells us (Ep. lib. i. 42), made a living by exchanging sulphur matches for broken
glass, sold the fragments of these vessels to the artist in mosaic, while the plain
glass was returned to the melting-pot.
It may be worth mention, as having some bearing on the question of date, that
one small piece, red, with five white spots, which forms part of the chair of one of
the seated figures, is identical with pieces forming part of the decorations of the
villa near Rome mentioned above.
The other large picture represents a consul (or other official) clad in the " toga
(or lsena) picta " or " triumphalis " of purple and gold, proceeding in his chariot
to preside at the games. The white horses are of " palombino ;" the chestnut of
" ffiallo antico;" the stockings worn by the men on horseback of " palombino ;"
the garments as well of these as of the consul of glass; as also are the trappings
of the horses, with the exception of the discs in the breast and headbands of the
horses attached to the biga, which are of mother-o'-pearl. The spokes of the
chariot-wheels are, I believe, also of this last material, but my memoranda are
deficient on this point.
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These two mosaics are preserved in the palace of the Prince del Drago at the
Quattro Fontane in Rome, which when they were originally placed there be-
longed to Cardinal Nerli, and has subsequently been known as the Palazzo Albani.
The only other portions which remain of the decorations of this basilica are
two compartments preserved in the church of San Antonio Abate, one of which is
shown in the annexed cut, reproduced from a photograph. In this the back-
ground and the stripes of the tigress are of green porphyry; the remainder of the
tigress's skin of giallo antico; the bullock of a pale fawn-coloured marble ; the
eyes, I believe, of mother-o'-pearl. No glass is to be found in these compart-
ments. The ground appeared to be some variety of alabaster.
In these examples the work has been done in a somewhat rough and irregular
manner, for they were placed originally at a considerable distance from the eye ;
the pieces are not made to fit accurately, and were evidently put together much
as they came to hand, the junctions of pieces of the same colour occurring at
irregular intervals without regard to the design and wherever convenience
dictated. The glass employed is almost all opaque, scarcely any other than the
deep blue being transparent.
It is interesting to consider how near an approach was made in these pictures
to what we call " painted glass windows ;" but, as the system of joining glass by
narrow strips of lead was not invented until many centuries later, the idea of
constructing transparent pictures, if it ever occurred to the mind of the artists of
these mosaics, necessarily remained barren.
At the time that these mosaics were constructed, decorations of like character
were probably by no means uncommon at Rome. Herr von Minutoli (Uber
die Anfertigung und die Nutzanwendung der farbigen Glaser bei den Alten,
Berlin, 1836, p. 13) tells us that he was informed by Signor Luigi Vescovali that
the walls of a chamber in a palace between the gate of San Sebastian and that
of St. Paul at Rome" were found to be covered up to a man's height from the
ground with choice marbles3 and above that height with coloured glass plates and
arabesques (mit farbigen Grlastafeln und Arabesken). Signor Vescovali, he says,
showed him some figures of " giallo antico " engraved and executed in a very
good style; these were originally let into the wall between the glass plates, and
many of the appendages, as shields, swords, the tunics or chlamydes, consisted of
coloured incrusted (inkrustirten, i.e. mosaic or millefiori) glasses. Canon Gorio,
a
 Herr v. Minutoli says that the chamber was that the floor of which consisted of the beautiful mosaic
now in the museum of the capitol, in which doves perched on the lip of a vase are represented. But this
is said to have been found in Hadrian's villa near Tivoli.
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he says, showed him at Naples fragments of decorations of various marbles which
had been affixed to the walls of two chambers with plates of coloured glass
between them.
But, although so few examples of sectile wall decoration have been preserved,
the practice, as has been already said, of forming such with pieces of glass must
have prevailed most extensively in Rome and its vicinity, for even now, after
a lapse of some fourteen or fifteen hundred years, thousands of pieces of glass
which have formed parts of such decorations are annually found, chiefly in the
vineyards and market gardens which surround Rome and occupy the sites of
villas. These are of all sorts of colours and forms; red, white, and green are
the most common colours; the forms are geometrical, octagons, triangles,
squares, portions of circles, or often non-geometrical. Some of these non-
geometrical forms are obviously adapted to form parts of the running patterns
used as borders in antique work, but others are of shapes the adaptability of
which to the formation of patterns is less obvious. I have, however, found that
the most puzzling pieces had usually one straight side, and that if two such
pieces were joined at these straight sides a figure was produced which might
pass as a petal of a three, four, or six-petalled flower. The diagrams in the
accompanying plate (Plate XX.) will show how these pieces were in all probability
arranged. The coloured parts represent the pieces which exist.
The rosettes thus formed were probably inclosed in octagons, and these
combined so as to form patterns of the character which we usually call diapers,
repetitions of small parts in a symmetrical manner. Such patterns are not very
often met with at Pompeii or in the sepulchres or other remains at Rome, the
chief sources from whence we derive our knowledge of Roman wall decoration
for domestic purposes. But one instance at Pompeii may be cited ; it was found
in a house in the Strada di Stabia discovered in 1872; an engraving will be found
in Ritcher's Secrets de l'Art Decoratif, plate 1.
Having thus described in some detail the examples of sectile mosaic in wall
decoration which have come under my notice, I proceed to the history and
description of the very remarkable building which has afforded the only examples
of this method of depicting subjects into which human or animal forms entered
which have been preserved to our time.
The history of this building, from the time when it was converted into a
church and dedicated by Pope Simplicius, to that of its destruction, has long
been sufficiently well known, but that of the earlier period has been misunder-
stood.
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Ciampini believed it to have been the building known as the Basilica Siciniana
(or, more properly, Sicinina), a church supposed to have been constructed out of
some hall in the palace of the Sicinian family; but that so-called basilica, there is
little or no doubt, was really the same edifice as the church better known as the
Basilica Liberiana, or Santa Maria in Presepe, otherwise Santa Maria Maggiore
(v. De Rossi, Bull, di Arch. Crist. 1871, p. 19).
The real origin of the building of which I am writing is clearly proved by an
inscription which existed in the apse, and was copied in an imperfect state by
several antiquaries of the fifteenth and sixteenth centuries, Pietro Sabino,
Ugonius, and De Winghe; but the most perfect text is found in an epigraphical
collection, preserved in manuscript in the public library of Sienna. In this
it runs: —
IVNIVS BASSVS V. C. CONSVL OBDINABIVS PROPRIA IMPENSA A SOLO FECIT ET
DEDICAVIT.a
This Junius Bassus, Cavaliere De Rossi (Bull. 1871, p. 46) thinks may be con-
fidently asserted to be the Bassus who was consul in A.D. 317. He usually
appears in the Fasti Consulares as Septimius Bassus; but this, according to De
Rossi, is an error, arising from a confusion made between a Bassus, consul, and
a Septimius Bassus, prsefectus urbi in the same year, 317.
The grounds on which De Rossi excludes the four Bassi who appear in the
Easti as consuls in A.D. 289, 330 (or 331), 408, and 431, from the number of
the probable founders of the building will be found in his memoir (Bull. 1871,
p. 44), and will probably be thought tolerably conclusive. As in very many cases
the whole of the names of the personages who filled the great offices at Rome have
not been preserved to us, it is often impossible to attain anything like certainty
as to the family of many—consuls and others—and it has been disputedb whether
Junius Bassus, consul in 317, and his namesake, prefect of the city in 359, were
or were not of the family of the Bassi alluded to in the well-known lines of
Prudentius:—
" Non Paulinorum nou Bassorum dubitavit
Prompta fides dare se Cliristo stirpemque superbam
Gentis patritire venture attollere sreclo."
(In Symmachum, v. 642.)
a
 Cav. de Kossi warns his readers against the supposition that the building was a temple because tha
consul dedicated it.
6
 Vide Sac. Vatican. Basil. Crypt. Mon. by P. L. Dionysins, Eome 1773, p. 201.
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Cav. de Rossi's opinion is that they were father and son, and of a family of
the Gens Junia, known as that of the Bassi.
Had the name of the younger Junius Bassus appeared in the Fasti as consul,
the erection of the basilica might have been ascribed to him, but the Bassus,
consul in 330 (or 331), appears to have been of the Gens Annia, and those who
were consuls in 408 and 431 to have been of the Gens Anicia; it would therefore
seem that we must consider the consul of 317 as the founder.
The second stage in its history was also vouched for by an inscription running
as follows:—
HEBC tibi mens Valilse decrevit preedia Xre
Cui testator opes detulit ille suas
Simplicity quas papa sacris cselestibus aptans
Effecit vere muneris esse tui.
Et quod apostolici deessent limina nobis
Martyris Andreas nomine composuit
Utitur haec heres titulis ecclesia justis
Succedensque domo mystica jura locat.
Plebs devota veni perque hsec commercia disce
Terreno censu regna superna peti.
These verses record the dedication of the building to St. Andrew after it with
the adjacent property had been bequeathed to the church by Flavius Valila, a
Goth, who, entering the service of Home, became " magister utriusque militise."
He is known by the Carta Cornutiana (Mab. de re Diplom., Paris, 1709, p. 462)
to have been alive in 471, and, as Pope Simplicius died in 482 (or 483), the dedica-
tion must have taken place between those years.
These verses were placed below the semi-dome of the apse, and over them, in
mosaic, figures of our Lord and six apostles standing erect. The original decora-
tion of the apse, though removed from the upper portion, appears to have been
allowed to remain in the lower, as the inscription of Junius Bassus retained its
place; nor as it would seem were the decorations of the rest of the building
meddled with, however unsuited they might be to a church.
It is conjectured that the affix of Catabarbara Patricia, by which this church
was distinguished in the eighth and ninth centuries, became attached to it in
consequence of its connection with this residence of the barbarian patrician (vide
De Rossi, Bull. 1871, p. 25).
Pope Gregory II., it is stated in the Liber Pontificalis, " instituit gerontoco-
mium . . . . monasteriumque juxta positum Sancti Andrese apostoli quod
Barbarse nuncupatur."
In the fifteenth century it was in a condition of decay approaching ruin, for
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Platina (Hist, de Vitis Pontificum, in vita Simplicii), after stating that Pope
Simplicius dedicated the church, adds, " adhuc vestigia quaedam antiquitatis
apparent, quge perssepe flendo inspexi, ob incuriam eorum quibus ipsa templa jam
ruinam miuantia commissa sunt."
About the same time the celebrated architect Sangallo made the drawing pre-
served in the Barberini Library, in a volume dated 1465. A copy of this drawing
copied from the Bull. di. Arch. Crist, for 1871 is given in Plate XXI.
It subsequently ceased to be used as a place of worship, and its attached
monastery was incorporated with the adjacent convent of San Antonio Abate, to
which a hospital was attached. Grimaldi, who wrote about 1622, states (Bull.
1871, p. 18) that the French monks of St. Anthony, who served the hospital, had
conceived the idea that the cements (mixturae glutinum) by which the incrusta-
tions were held to the walls were excellent remedies for fever, and accordingly
destroyed the mosaic pictures in order to abtain this admirable medicine ! What-
ever mischief the monks may have done, time, producing decay of the cement, no
doubt did its share, for since the remaining fragments have been better cared for
many parts have been lost, and I saw a piece of blue glass drop from the mosaic
representing the consul whilst I was looking at it.
The two compartments shown in Plates XVIII. and XIX. were conveyed to the
palace of Cardinal Massimi at the Quattro Fontane, now the property of the
Prince del Drago.
In the course of this century the decay of the buildings and its mosaics pro-
gressed rapidly, and it was dismantled in 1686; but some portions of the walls
are said still to remain.
I have thus given a summary of the history of the building which Cav. de
Rossi has worked out with that assiduity and almost unrivalled knowledge of all
that relates to the antiquities of Rome which distinguish him. It remains to
describe the building, its system of decoration, and the still existing fragments of
the mosaics which adorned it.
The building is peculiarly worth attention, if we may—as it seems to me we
reasonably may—consider it as one of the very few examples of the great state
apartment of a Roman house of the first class of which we have any accurate
knowledge, and certainly the only one of the internal ornamentation of which we
know anything. No house at Pompeii or Herculaneum is of the same character
or size as were the palaces of the great patrician families at Rome, and of the
imperial palace little is left of the great apartments except foundations.
It is well known that besides the great public basilicas there were vast halls
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called basilicas in the important palaces of imperial times: thus, the Villa
Gordianorum, near Rome, contained, as we are told by Julius Capitolinus (Hist.
Aug. Gordianus I I I . c. 32), three basilicas, each a hundred feet in length. These
halls, no doubt, served many of the purposes of the great hall of a medieval house,
were places where the clients and dependants could assemble, where the
" imagines " of the family were displayed, and where festive solemnities could
be held.
Perhaps the only example of a structure of this kind now existing is the
basilica of the Sessorium, now the church of Santa Croce in Gerusalemme, near the
Lateran. This, though larger, in many respects resembles the basilica of the
Eassi; each was an oblong space very lofty in proportion to its length or breadth,
and lit by very large windows [near the top; in both a portico of two storeys
extended across the front. The sides of the Sessorian basilica were pierced by
five large openings on the ground level, divided by piers, or rather masses of wall,
while the walls of the other basilicas were unbroken.
The former was in its original state internally about 115 feet long by 72 wide,
and 66 high; the latter is stated to have been about 62 feet long by 45 wide,
and 68 high. These dimensions are given on the authority of Hubsch, Alt
Christliche Kirchen, who states that he derives those of the Bassian basilica from
Ciampini (Vet. Moni.). That author, however, gives no scale with his engraving
of the building, and a comparison of the existing remains of the mosaics with the
elevations of the interior of the building by Ciampini and Sangallo leads to the
conclusion that it was in reality not more than 45 feet high.
The Sessorian basilica ends in a semi-circular apse, which, however, is not sup-
posed to be of as early a date as the rest of the structure; in the other building
under consideration the apse appears to have been part of the original building.
The upper storey of each contained, in the first, five windows, about 27 feet high
by 15 wide; in the latter, three, which would seem to have measured about 10 feet
high by 6 wide. These great windows were no doubt originally fitted with marble
slabs pierced with numerous apertures, which may or may not have been fitted
with glass (vide Archseologia, vol. xl. " On the Churches of Rome earlier than the
year 1150," p. 195). In the Bassian basilica, where the walls were completely
covered with marbles and glass of bright colours, it seems extremely probable
that the windows were also made to contribute to the splendour of the apart-
ment by being fitted with coloured glass.
The Sessorian basilica has undergone so many repairs that scarcely a trace of
the original system of decoration can be found, but an accidental opening in the
Vol. XLV. PI. XXI. p. 281.
T - D E ' L A K A C A T A DI SANTO A N D R E A D A L f r O O I D E M T K O f R O M A T V T A P I A N A L A V O R A T . A T V T / , D'PR
j E C I O F POR^IDO S fB-PENT lMO / V \ A p R F p £ R L A E D / P I V R/tGION I WPRIETf F I N E AV5O DIPROSPET 1VA.CO5A -v.
PORTION OF THE BASSIAN BASILICA, FROM A DRAWING BY SANGALLO.
Published iy the Society of Antiquaries of London, 1879.
W. CRICGS, I'HOTO-I.ITK. LONDON. S. £.
as used by the Romans. 281
stones with which the great arches in the walls have been closed enabled me to
ascertain that the surfaces had been covered with thin slabs of marble of various
colours, arranged in patterns, and I have no doubt that the whole interior was,
as in the Bassian basilica, covered with decoration of the same sort.
Seeing, then, that these two buildings exhibit so many points of resemblance
in plan and in character, and that there is evidence that the Sessorian basilica
was formed out of a portion of the palace so-called (vide Lib. Pontif. in vita San
Silvestri), and that it was originally not a church, but a great hall, we may, I
think, not hesitate to conclude that the Bassian basilica was also originally the
great state apartment, hall, or basilica of a great patrician family, probably
bearing the family name of Bassus. This attribution of the building will, I
think, appear even more probable when the character of the decorations is con-
sidered.
De Rossi has shown that in the eighteenth century the convent of San Andrea
was known as the " Massa Juliana," and that Juliana was the cognomen of
several matrons ancestresses of the Anicii, Probi, and Bassi of the fourth century.
Urlichs (Beschreibung von Rom. vol. iii. part 2, p. 216) states that fine ruins of
a palace exist near San Antonio Abate but within the bounds of the Villa Negroni.
Are these fragments of the palace of the Bassi ?
In Plate XXI. is given a reduced copy of Sangallo's drawing already mentioned ;
the original measures 16^ inches in length by IO5 in width. It represents one-
half of one side of the interior of the Bassian basilica; from this it will be seen
that each side was decorated by twenty-six pictures, or, if the spaces which are
left blank once also contained pictures, by thirty-nine. But it is perhaps more
probable that these were filled by slabs of precious marbles, and not with mosaics.
Of the decoration of the wall at the entrance, or of that at the apse, we only know
that in the latter was the inscription in which Junius Bassus is named, and that
Ugonius (writing before 1588) seems to write of that part of the building when
he mentions incrustations of stones of various colours worked in designs of diverse
figures. (In capo se sale all' altar grande dove e dietro il presbiterio e la sedia
di marmo episcopale e tutto incrostato di pietre di varii colori fatte a lavori a
disegno di diverse figure, Bull. 1871, p. 14).
These fifty-two pictures may be divided into four classes, portrait-heads and
masks, figures of animals, subjects historical or mythological or relating to the
games of the circus, and, lastly, trophies of arms; originally there were, it would
seem, sixteen of the first class, six or eight of the second, twenty or twenty-two
of the third, and eight of the fourth. There remain in existence none of the first
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or fourth class, two of the second, and two of the third, but Sangallo's sketch and
Ciampini's engraving have preserved representations (not, it is to be feared, of very
accurate character), of two portrait-heads, two masks, one animal figure, seven of
the mythological or historical subjects, and two trophies. The heads crowned
with laurel-wreaths no doubt portray Emperors, and if the whole series had been
before us it would no doubt have materially aided us in an attempt to find
an answer to the question—What was the leading idea in the selection and
arrangement of these mosaic pictures ? But, unfortunately, we know only two of
them ; one of these decidedly resembles Nero, but in that case, as Cav. de Rossi
remarks, we might reasonably expect that the next effigy would represent either
his predecessor or his successor, Claudius or Galba, while it bears no resemblance
to either. The two, however, bear some resemblance to Titus and Domitian;
both of whom belonged to the Gens Elavia; and De Rossi, thinking that the
leading idea of these decorations was to do honour to the deeds of the Emperor
Constantine, suggests that portraits of emperors or empresses of that family
would be appropriately placed among them.
Of the other pictures of the third class perhaps the most important is that on
the right-hand of the lower part of Sangallo's drawing; in this it will be seen two
figures are shown standing on a pedestal and wearing cloaks and helmets, the
foremost of whom is in the act of addressing a crowd of soldiers who parade before
him one or more human heads on the points of lances. Dr. Bock has suggested
(Christl. Kunstblatter, Ereiburg, March, 1869) and De Rossi adopts the sug-
gestion, that this represents Constantine's troops offering their congratulations to
him after the defeat and death of Maxentius in. 312. Both authors are so fully
satisfied with the correctness of this attribution that it serves as the key by which
the other scenes are explained.
The Senate, it appears (Bull. 1871, p. 49), instituted games to be celebrated in
the circus on the 28th and 29th of each year in honour of the " evictio tyranni "
and the triumphant entry of Constantine into Rome, and it is thence inferred that
the subjects marked with the letters S. C. have reference to the games then
instituted; the other snbjects, as that of the car drawn by lions and the " car-
pen turn " on the lowest tier of compartments, may, De Rossi thinks, be explained,
the first as alluding to the festive procession in which cars carrying images of the
gods habitually formed a part, the second as an appendage to the state of a chief
magistrate. The figure in the quadriga no doubt represents a victorious charioteer
holding the palm of victory.
The figure in the biga De Rossi believes to represent Junius Bassus himself,
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setting forth to preside at the games above-mentioned, not, he thinks, at his own
consular " editio." The consul dignitary is clad in the " toga picta," or " trium-
phalis,"a which Pliny says was of purple mixed with gold (purpura . . . . in trium-
phali (sc. veste) miscetur auro, Nat. Hist, book ix. c. 36). The "purple," it
will be seen, is in this instance represented by a deep blue.b Possibly this is
what Pliny (book ix. c. 39) calls " dibaphas," twice dipped. However this may
be, probably the robe exhibits the shade of "purpura" which was at the
time the most esteemed. "With it, it will be seen, are mixed gold, red, and a pale
yellow or fawn colour. This effigy is peculiarly curious, as probably the unique
instance in which we have a coloured representation of the consular dress. The
consular diptychs of ivory (vide Gori, Thes. Vet. Dipt.) give us many sculptured
effigies of consuls from which we may learn what the fashion of the embroidery
of the " toga picta " was; usually large rosettes cover almost the whole surface ;
in that of Basilius, consul in 541% the whole is covered with a pattern of feathers ;
but of course the colours of the embroidery are not shown in these sculptures.
The chief peculiarity of the costume is that the " lorum,"d or embroidered band
a
 De Rossi describes him as " un personaggio insignito del lato clavo o piuttosto della lena senatoria
attraverso il petto." Bat the proper external vestment of the consul on solemn occasions seems to hare
been the embroidered toga, otherwise called trabea. "Cape tunicam palmatam,togampictam . . . namte
consulem hodie designo, &c," are the words addressed by the Emperor Aurelian's representative to the
newly-nominated consul. (Vopiscus, in vita Aurel.) The latus-clavus would seem to have been a tunic
with stripes of purple. In vol. i. cap. 1, of Gori's Thes. Vet. Dipt., the consular vestments are treated
of at length and with much research.
b
 It is clear from Pliny's Nat. Hist, (book ix. c. 36—39) that red, true purple (i.e., a mixture of
red and blue), and blue, were all varieties of "purpura;" one was the " color sanguinis concreti" (the
Tyria or Tarentina) ; there were also the " color violaceus " (cap. 39), the " amethysti color " (cap. 38),
and the " color austerus in glauco et irascenti similis mari " (cap. 36), a deep blue ; the Mediterranean,
it must be remembered, may often be seen, even in a storm, of a dark blue. " Dibapha Tyria," he says,
were first used by P. Lentulus Spinter, sedile, A.U O. 700, in the prastexta (sc. toga). The fashion may
have changed, and, indeed, Pliny asserts in the same chapter that Cornelius Nepos said that when he
was young " violacea purpura vigebat nee multo post rubra Tarentina. Huic neccessit dibapha Tyria."
Dibapha may, however, have always remained the colour appropriated to magistrates. Daleohamps, in a
note on cap. 38, says, that Hadrianus Junius, cap. 2 (of his Animadversiones ?), asserts that Sextus
Pompeius changed the colour of the " paludamentum Imperatorium " from " phceniceum " to blue in
honour of Neptune, and in memory of shipwrecks suffered by his enemies. Hadrianus Junius was a Dutch
physician of the sixteenth century; it does not appear what his authority for the statement was.
c
 The diptych preserved in the Uffizi at Florence and engraved by Gori (Thes. Dipt. Antic, t. ii., tab. xx.)
is generally so assigned, but it, perhaps, more probably is that of Anicius Faustus, consul A.D. 483.
d
 The " lorum " appears to have been originally a scarf, given as a distinction ; it is seen in a simple
form, on the necks of several of the courtiers of Constantine, in a bas-relief on the arch of that emperor.
(Vide Marriott, Vestiarium Christianum, pi. iv.) It is no doubt the same thing as the " orarium," given,
according to Trebellius Pollio, by Aurelian, " ad favorem," and from hence originated the pallium of the
Western, and w/xotyopiov of the Eastern, Church. Orarinm, as Mr. Marriott has pointed out, probably
derives from " Os," and means merely a handkerchief.
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worn round the shoulders over the toga, and hanging down in front, does not
appear. This is somewhat remarkable, as it is worn by every one of the consuls
whose effigy as presiding at the games is preserved to us on a diptych. It might
appear to be absent from the figures on the diptych of Monza, dating from circa
A.D. 600, which represent Pope Gregory the Great and King David in the consular
costume: if we were to judge from the engravings in the second volume of Gori,
these are, however, not quite correct; but, though the lorum is indistinctly marked
round the neck, the dependent band is very clearly shown across the chest and at
its lower end. Junius Bassus however may possibly not have received this mark
of imperial favour. A part of the right arm of the figure supposed to represent
him is of a paler colour than the rest, and appears to be unclothed. Probably
this is a substitution in marble for the glass which originally represented the
sleeve of the " tunica palmata," and which has fallen out. It would, however,
be unsafe to assume as certain that the personage here represented was a consul,
for the wearing of the consular vestments, it should seem, was allowed at the
celebration of the games in the circus to other dignitaries beside consuls; prgetors
(vide Juvenal, Sat. x. v. 36), sediles, in fact the " editores " generally, of whatever
official rank they might be, appear to have worn the toga picta and the tunica
palmata, when presiding at the games which they exhibited (vide Bulengerus, De
Circo Rom. &c. cap. xlii. xliii).
The official, it will be seen, is attended by four men on horseback, dressed in
short tunics with sleeves, in two cases of colours different from those of the body,
breeches with knee-caps and bandages round the legs ; the heads of three of the
figures appear to be covered by close-fitting caps. This dress, though at first
sight somewhat unclassical, appears to have been (except as regards the caps)
usually worn by those who fought with beasts in the arena. It is distinctly shown
in the dress of the men fighting stags on the diptych in the Mayer Museum at
Liverpool, attributed to the consulship of Marcus Julius Philippus, A.D. 248, and
somewhat less so in that of men fighting with lions on the diptych of Areobindus,
A.D. 506; in this last instance the knee-caps seem to be pretty distinctly marked,
but the thighs would seem to be naked and the legs only partly covered; the execu-
tion is, however, too rough to admit of any certainty as to the intentions of the
sculptor. The caps and leg bandages are worn by the charioteers on the
diptych at Brescia inscribed " Lampadiorum." (Gori, vol. ii. pi. xvi.) It will be
observed that the tunics are of various colours, red, blue, green, and white or
grey; the first and last have green sleeves. These, no doubt, are the liveries,
so to speak, of the (i factiones" of the circus, the companies into which the
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charioteers were divided. They were four in number, representing the four
seasons of the year, or the four elements; the "prasina" (from -n-paaov, a leek),
green, representing spring or earth; the " russata," red, summer or fire; the
" veneta," blue, autumn or water; and the "alba" or " albata," winter or air.
Domitian added two others, gold and silver (Xiphilinus, Lut, 1551, p. 219) or gold
and purple (Suetonius, cap. vii.) ; but this innovation does not seem to have lasted
long. For several centuries the contests of the factions had an importance in Eome,
in Constantinople, in Alexandria, and in some of the cities of the East, to which
modern times afford no parallel; emperors wore the liveries of their favourite
faction {e. g., Nero that of the factio prasina), and the most furious tumults and
seditions (often, no doubt, not unconnected with political matters) were excited
in the circus by one or other of them. In the great sedition at Constantinople, in
the fifth year of the emperor Justinian, A. D. 532, thirty thousand people are said
to have been slain in the hippodrome (vide Gibbon, Decline and Eall of the
Koman Empire, cap. xl.). So many are the passages in classical writers, so many
the historical occurrences and the personal anecdotes which have reference to
these factions, that it is hardly an exaggeration to say that to detail them in full
would almost fill a volume. Those who may wish to pursue the subject will find
it treated of by Panvinius (De Ludis Circensibus, lib. 1, cap. x. xi.), and by Bulen-
gerus (De Circo Rom. Ludisque Circensibus, cap. xlviii. xlix.), and succinctly by
Gibbon as cited above.a
So far as my knowledge extends, the mosaic under consideration is the only
extant monument in which these celebrated colours appear.
The question remains, what is the office of these equestrians ? That they wear
the colours of the four factions certainly suggests a connection with the chariot-
races, for I am not aware that any passage in any classical author proves that the
horse-races were conducted, like the chariot-races, by the starting of representa-
tives of each faction ; such, however, may have been the case; but the fact that
they carry in their hands objects resembling racquets is opposed to the suppo-
sition that they represent jockeys, for no such objects are to be found in con-
nection with any of the numerous figures representing men racing on horseback
which may be found on antique monuments. If they had been without these
;l
 One curious anecdote, which will not be found in the authors quoted, deserves mention. Pliny (Nat.
Hist. lib. x. c. 24) tells us that Csecina, a knight and " quadrigarum dominus," was accustomed to
announce to his friends at Volterra, his native city, the result of the race, by releasing swallows brought
from that city, " illito victorias colore," with the colour of the winning faction smeared on them, which flew
back to their nests. Domini factionum are mentioned by Suetonius (In Nerone, c. 22), and others. The
story seems to suggest that the citizens of Volterra were accustomed to put money on the races.
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instruments I should have been disposed to think that they represented the
mounted men who are to be seen in many, though not in all, the sculptures in
which chariot-races are the subjects (v. Panvinius, De Ludis Circensibus, &c. in
Graevius, Thesaurus Antiq. Rom. T. ix. pp. 96, 183), accompanying each chariot
and assisting in urging on the horses, but these in no case hold anything more
than a whip, and more usually not even that.
Unfortunately, the objects held by the horsemen are so ill-drawn and ill-
defined that it is difficult to ascertain what they were intended to represent.
Their proportionate length may be assumed to be about four feet, and they have
been supposed to represent musical instruments, or " cornua abundantise"a
from which largesses were scattered among the crowd. They would certainly
seem to be intended to represent some instrument with an open mouth, but three
are drawn so as to show a reticulation occupying, not the whole, but some part
of the surface of the lower end, just in fact as a racquet might be drawn; had
not the extremity been so drawn as to suggest a cup-like termination I should
have had no hesitation in believing that racquets were the objects intended, and
that the riders were about to engage in a game of what we now call polo, in
which balls are driven to a goal by mounted men equipped with sticks or racquets.
Such a game was certainly played at Constantinople not very long after the date
of this mosaic, for Theodosius the younger, according to Codinus, made the
T^vKavia-T7]piov}b the place where the game was played, near the great chrysotricli-
nium of the palace. If we may venture (as Ducange is disposed to do) to believe
a
 Cav. de Eossi says that they resemble the horns from which coins are poured by boys, as shown in a
piece of woven stuff in the Louvre (Melanges d'Archeologie, torn. iv. pi. xx.), but the " cornua " in this case
are rhytons ending in animals' heads, and very unlike the instruments in the mosaic.
b
 Ducange has written a long dissertation—" De l'exercise de la Chicane ou du Jeu de Paume a cheval "
(one of those on the history of St. Louis)—on the subject of this game; he is much puzzled to find a
proper etymological derivation for the word, declining to accept that which some one had proposed, from
the English " chicquen " (because fowls run after and persecute one of their number which has caught up a
dainty morsel); but, finding thatjnall was played in Languedoc under the name of "jeu de la chicane," he
expresses an opinion that it originated in France and was carried thence to Byzantium. The verb used
by the Greeks to express playing at this game was rSvicauSeiv, and this no doubt derives from a root
in some oriental dialect (perhaps the same as that from which comes the Turkish " shaka," game), for
the game is called in Persia as well as in India Choghan. Our name for the game, " Polo," is
derived from Little Thibet, where it seems indigenous and national ; polo in the language of that country
means a ball. John Cinnamus gives a full account of the manner in which the game was played, the Greek
text of which is given by Ducange, and an English translation by F. Drew (The Jummoo and Kashmir
Territories, p. 380). Cinnamus remarks on the game that it is conducive to falls and altogether dangerous,
an observation the truth of which has been shown by many fatal accidents in ancient times at Constan-
tinople and in India, and in modern, in India and in England.
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that the " Sphseromachia " mentioned by Seneca in Ep. 80 was played by men on
horseback, we may go back to the first century for its use at Rome; but the games
played with balls at Rome would seem to have been mostly played by men on
foot. At Constantinople polo was played with racquets, which John Cinnamus, a
writer of the twelfth century, minutely describes as having at one end a rounded
space filled with a net-like arrangement of cat-gut.
In Ciampini's engraving four other figures are given, now wanting. These were
in two groups, each consisting of two figures; one in each is in a crouching or
almost prostrate attitude, and is being struck apparently with a double thong
by the other; some small objects, two of which seem to be horn-shaped vessels
with handles, and others baskets or small panniers, are scattered about. De
Rossi (p. 47) thinks that these figures represent the manumission of slaves,
of which ceremony the giving a slight blow formed a part; the attitudes of the
actors, however, seem inconsistent with this explanation, for one of the strikers
is kneeling, and in both cases they are in violent action, moreover their costume
is just the same as that of the mounted men. I should rather be disposed to
think that some gam<; is intended to be represented, or are the small objects scat-
tered about " sportulse," in which doles were distributed, and the figures repre-
sentatives of the mob scrambling for them ? The costume of the figures seems
however rather opposed to this supposition.
The companion picture which remains, the rape of Hylas, would seem to be
represented as if it formed the central or at least the most important part of the
decoration of a piece of tapestry hung upon the wall; the folds of this tapestry
appear below, and on each side of the picture; about one-half of the part below
the picture has perished since the drawing from which Oiampini's engraving
(Vet. Mon. torn. i. tab. xxiv.) was taken was made. In this engraving it is shown as
ending with a semi-circular sweep on which is a border of small figures of Egyp-
tian divinities of the same character as those in the upper border. If the inten-
tion of the artist were to make the picture a part of the tapestry, it should seem
that the entire piece must have been circular, but if the picture be considered as
independent, and the tapestry as hung on the wall in front of it, the cloth may
have been rectangular. It would, however, be very unsafe to draw inferences too
decidedly from work of this character, much must of course be allowed for
pictorial licence.
It is in favour of the supposition that the picture is to be regarded as a part of
the tapestry, that the ground of it and of the remainder is the same, viz., green
porphyry.
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The engraving of the consular subject given by Ciampini (torn. i. tab. xxiii.)
shows that a like representation of tapestry occupied the space at the sides of and
below the picture, but this has wholly perished.
These draperies, as Cav. de Rossi has pointed out (p. 57), are no doubt repre-
sentations of the " tapetia Alessandrina," esteemed in Rome in the time of
Plautus,a and not less so in the time of the Empire. It is not the least
interesting point in these mosaics that they have preserved for us so minute a
portraiture of these tapestries, the "polymita" {i.e., woven of many threads),
which Pliny (Hist. Nat. lib. viii. c. 48) tells us were invented at Alexandria,
and which are alluded to by Martial and others.
Dr. Birch has informed me that, though an Egyptian original was no doubt
copied, the representations of the divinities are inaccurate, and cannot be assigned
with any certainty to any known Egyptian deities, and that the work has
evidently been designed and executed by artists without correct knowledge of the
art or of the religion of Egypt.
Two compartments in which like tapestries are introduced appear in Sangallo's
sketch ; in these winged figures, in one nude, in the other clothed, seem to uphold
the ends of the drapery, and Ugonius describes another as representing an Apollo
standing with men around him.
Cav. de Rossi calls attention to the fact that these tapestries, or vela, are
represented as if hanging on the walls, not in archways or in doors; of this latter
use of such draperies we have abundant examples, but this he thinks shows that
they were used not only as door, but as wall, hangings.
The representations of animals we may also consider as placed in allusion to
the "venationes" which formed part of the games in the circus, though the
presence of the hippocentaurs can hardly be so explained. Figures of lions,
tigers, or other ferocious beasts tearing their prey were favourite subjects with
Roman artists, probably in most cases because they were grand and terrible
objects, and without any special reference to the games. M. Ampere, however,
somewhat oddly suggests that the tiger is probably a portrait of some animal well
known as having often appeared in the circus.h Ciampini states that this and
the companion figure, also preserved in the church of St. Anthony, occupied the
places where the winged centaur and the charioteer appear in Sangallo's drawing.
" " Alexandrina belluata conchyliata tapetia." Pseud, act 1, sc. 2, v. 14.
b
 " Le tigre . . . est selon toute apparence le portrait d'un acteur renomme. Poui'quoi les tigres
n'auraient-ils pas en leurs portraits a Rome, les gladiateurs qui n'e'taient pas beaucoup moins feroces que
les tigres y avaient bien les leurs ? " (Ampere, PHistoire Eomaine a Home, vol. iv. p. 28.)
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Ciampini probably was in error, having only heard that they had been so placed
after they had been detached, while Sangallo made his drawing no doubt on the
spot. Ciampini has also given an engraving of a winged hippocentaur, which
probably occupied a similar place; this appears to have been copied from a sketch
by Ciacconi, which still exists in a manuscript in the Vatican Library (No. 5,407).
I have thus given a summary description of such of the mosaic pictures which
formerly covered the walls of San Andrea as we know anything of. With the
exception of the subject of Hylas, and of the two corresponding compartments
shown in Sangallo's sketch, the choice of subjects seems to tally pretty well with
the suggestion of Dr. Bock mentioned above, especially if we regard the Hylas
and like subjects and the groups of animals merely in the light of ornamental
accessories. The Romans do not appear to have been severely strict in carrying
out a scheme of decoration in accordance with one leading idea, but rather, like
their imitators the artists of the Renaissance, to have allowed their decorators to
give the reins to their fancy, and to paint any subject, any animal, or thing, rather
because they deemed it beautiful than because it was appropriate. The tapestries
were in this case obviously merely ornamental, and it is perhaps not surprising that
the subjects placed above them should also have been chosen merely on account of
their decorative character. Perhaps this view of the matter yields support to the
supposition that all these, which I may call tapestry compartments, belonged to
some earlier building, and that one group of figures was destroyed in order to
make way for the consul. It is however possible that this was not done when
the building was erected in 317, but at some later period, when some descendant
wished to exhibit the e&igy of his ancestor the consul or other high official on the
wall of his state apartment. Thus we may perhaps better account for the strange
badness of style, which, so far as we know, seems peculiar to that compartment;
the rest of the pictures, so far as we can judge from the slight sketch of Sangallo,
would seem to have been of tolerably good style, and are infinitely better
executed than the consular group, and, indeed, show the characteristic qualities
rather of a living and vigorous than of a feeble and decaying art.
Cav. de Rossi, whose opinion on such a subject is entitled to the greatest
respect, considers that the style of the group of the consul is evidently that of
the fourth century, and that the subject of Hylas is earlier, but not so early as
the time of Hadrian, to which some have been disposed to refer it. If, however,
I am right in thinking that the style of the greater part of the mosaics was as
good as that of the Hylas it would seem difficult to suppose that they were not
made in 317 for the places which they occupied; that many mosaic pictures should
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be detached from an earlier building, and that a new one should be constructed
and arranged with a view to receive them, seems hardly probable ; and we are,
therefore, driven to the conclusion that the building and mosaics of good
style were coeval, and that the exceptionally ill-drawn figures of the consul
and his attendants are of a later period and inserted in place of some subject of
mythological character. This supposition may derive some confirmation from the
almost identity in the drawing of the car and horses in the mosaic, and in a
like subject on the embroidery of the lorum worn by Anicius Faustus (consul
A.D. 483) as shown on the diptych preserved in the UfRzi at Elorence (vide Gori,
Thes. Dipt. Antiq. t. ii. tab. xx.) If we attribute the mosaic to the period of
the diptych, the fifth century, we may explain the presence of the polo-players
by the supposition that Theodosius the Second, having introduced the game
into Constantinople (v. p. 286 ante) the consul (?) shown in the mosaic was the
first to exhibit it in the Roman circus. Some may however perhaps be disposed
to attribute the badness of style of this picture to the haste with which it was
prepared, or to the inferiority in skill of the artist who executed it, rather than
to the late period of its fabrication.
Too much reliance, I think, is often placed on goodness of style as a criterion
of date, and too little regard paid to the difference in skill and taste between one
artist and another, and to the probability that work hurriedly executed will be
badly designed and badly executed. Thus those sculptures on the Arch of Con-
stantine at Rome, which were executed at the time of its erection, show a degree
of badness of style altogether astonishing; far better sculpture was executed long
after, as may be seen in many of the Christian sarcophagi, e.g., in that of Junius
Bassus, prefect of the city (ob. 359), in the crypt of St. Peter's.
Our museums, of course, contain for the most part work of good character,
poor examples, though dating from a good period, being rejected; but whoever
at Rome examines all the fragments of sculpture which he sees will be convinced
that much bad work was produced at periods when that of the best artists was
excellent.
In favour of the supposition that the consular subject is contemporaneous with
the others it may be mentioned that there is no difference in the materials or the
method of execution. In order to give the details this subject has been repre-
sented in the plate on a scale about one-third larger than that of Hylas, but they
are really of about the same size, the consular subject measuring 3 ft. 7 in. in
width, that of Hylas 3 ft. 9 in. exclusive of the folds of drapery on each side.
These mosaics, it may be remarked in conclusion, occupy a somewhat important
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place in relation to the history of the art of painting, as well as of that of mosaic
work. Kugler, in his Handbook of Painting (English translation, vol. i. p. 20),
makes the following observations :—" We own that the middle links between the
small cabinet pieces in mosaic which the relics of Pompeii and of imperial Rome
have preserved to us, and the suddenly-commencing wall-mosaics of Christian
origin, are yet wanting. The temples, palaces, and baths of the later emperors
contain innumerable wall-paintings, stuccoes, and mosaic pavements; but as far as
we know no mosaic work on ceilings or walls. Pliny, it is true, distinctly tells us
(xxxvi. 6i) that mosaic work, proceeding as it were upwards from the pave-
ment, had recently taken possession of the arches above them, and had since then
been made of vitrified substances; also that mosaic work had been made capable
of expressing every colour, and that these materials were as applicable for the
purposes of painting as any other. But the few existing specimens, exceeding
the limits of the pavement and the small wall-picture, are of a purely decorative
style without figures. We are almost tempted to believe that historical mosaic
painting of the grander style first started into life in the course of the fourth
century, and suddenly took its wide spread,* borne on the advancing tide of the
triumphant Christian faith."
Kugler, in a part of the above passage which I have omitted, remarks on the
absence of such decorations from the ruins of the baths of Diocletian and like
edifices, but all these have for very many centuries been in such a state of decay
that whatever decorations may have once covered their walls and vaults must
have dropped from them at a period long before that in which antiquaries began
to notice and describe the remains of antiquity.
The mosaics of the basilica of Bassus clearly go some way to bridge over the
chasm in the history of painting to which Kugler adverts; they are on the one hand
allied to the small mosaic pictures of the Roman villas by their pictorial character,
and on the other approach the early Christian mosaics in the increased size of the
figures, and the prominence given to them by the comparative simplicity of the
composition and the absence of a pictorial background. The bust portraits of the
emperors were, it will be seen, colossal, nearly three feet in height.
It has been already shown on the authority of Von Minutoli (p. 275 ante) that
decorations of a like character existed elsewhere at Rome, and it is easy to see
how the artists accustomed to see and to execute such designs should conceive
the idea of the colossal figures which we find in the Christian mosaics.
a
 This last sentence does not appear in the English edition of 1851; I borrow it from the article
Mosaics, in Smith's Diet, of Christian Antiquities.
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On this ground, if on no other, and as the sole surviving examples of all the
perished splendour of decoration of this kind which once adorned the palaces
of Imperial Rome, these mosaics will, I think, be deemed to merit more attention
than they have hitherto received.
It only remains to add that engravings of these mosaics have already been
given by several authors, but in no instance with accuracy. Ciampini (torn. i.
tab. xxii. xxiii. xxiv.) has engraved a winged centaur, the two tigers, the consular
subject, and that of Hylas, but the drawing is very rough and careless ; Sante
Bartoli (Recueil de Peintures Antiques, Paris, 1757) has given the consular
subject in colour, not very accurately;" Von Minutoli (Uber die Anfertigung und
die Nutzanwendung der farbigen Glaser bei den Alten, Tab. iv.), a coloured plate
of the Hylas on a good scale and with fair approach to accuracy. The plates
which accompany this memoir are reduced by photography from drawings made
for the writer in 1870, by the courteous permission of the Prince del Drago,
obtained by the kindness of Lord (then Mr.) Odo Russell, the representative of
England at Rome.
The drawings were made of the size of the originals by an artist who had
shown his competency for such work by drawings made from the frescoes at San
Clemente and elsewhere, and who worked under strict injunctions of fidelity and
accuracy.
The tigress seizing a bull is reproduced from a photograph taken from the
original.
POSTSCRIPT.
While this communication was passing through the press I received from
Edmund Oldfield, Esq. E.S.A. a letter on the subject of the Mosaics in the
Bassian Basilica, which, coming from one so competent to give an opinion in this
matter, I have obtained his consent to append to my paper. Mr. Oldfield writes
as follows :—
On the whole, I see no reason for materially changing the opinions which I
ventured to express in my former letter on the question of the mosaics.
I will notice the chief points in detail, but must first premise that all my
opinions are offered with much hesitation, from the disadvantage which I feel—
a
 Both Ciampini and Sante Bartoli's engravings would seem to have heen taken from the drawings of
the well-known antiquary Cav. del Pozzo.
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(1) In only knowing the original monuments from your chromoliths and
engravings, which cuts off all the important evidence derivable from the technical
method in which the designs are executed and finished; (2) in not having had
time or opportunity to consult any of the authorities to which De Rossi refers,
nor, indeed, any of the ordinary books on ancient art which I should make use of
if I were in London, but which are not now within 100 miles of my reach ; and
(3) in having never yet seen your paper, but gathering your opinions only from
your letters.
I. Notwithstanding all you justly say of the uncertainties of good and bad art
in all periods, I still cannot believe that either the Hylas or the tigress could have
been genuine productions of Constantine's time. As regards the Hylas, I find,
curiously enough, that Minutoli referred it, like me, to Hadrian's reign, though
the idea of connecting the myth with Antinous seems not to have occurred to any
one till now. I do not insist on the suggestion of Antinous, nor on the limit of
Hadrian's reign; but I agree withDe Rossi that the style of design belongs to the
second rather than the fourth century, so that we are driven to assume some
abnormal circumstance to explain its being found in Junius Bassus' building. I
feel the same quite as strongly as to the tigress. In its own line it has greater
merit and power, as I think, than the Hylas. The energy and passion of the tigress'
face, the firm and truthful grasp of her forepaws, the undulating lines of her body,
in which every muscle is at work, the helpless drop of the poor victim on its hind
legs, all indicate the hand of a master. One part only is a failure, the near hind
leg of the tigress. Assuming that the fault is not in the engraving, nor due
to a bad restoration, but in the original work, then the nature of this defect, and
its possible cause, seem to me worthy of consideration. What the limb requires
is merely fore-shortening, a thing only to be attained by delicate modelling,
nice gradations of tint, and especially of light and shade. Some of the mosaics of
Pompeii, and most of all the so-called " Battle of Issus," exhibit the boldest
foreshortening in the limbs of animals, expressed without a flaw. But these are
in tessellated or vermiculated work; opus sectile, or marble tarsia (unless hatched,
and inlaid with composition like niello, as in the pavements at Siena), does not
admit of modelling, so that, if the leg of the tigress were formed of a single
plaque of marble (to put an extreme hypothesis, for illustration's sake), the
outline might be perfectly correct, yet, the inner surface being necessarily
false, the whole would be a failure. You will see presently why I dwell on thsse
details.
II . As to the consul, all seem to agree that it is so inferior to the Hylas (and,
2 B 2
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as I should add, to the tigress also) that the designs could not have been con-
temporary, or anything near it. De Rossi, who believes the consul to be of
Oonstantine's time, solves the difficulty by assuming that the Hylas was cut from
the walls of some older building. You, who seem inclined to attribute the
Hylas to Junius Bass us' artists, suggest that the consul might have been inter-
polated in the fifth century, about Valila's time. I see no objection to this sugges-
tion as regards the consul. It is just one of those semi-barbarous works to
which your views as to uncertainty in date may fairly apply. Regarding it in
an artistic light alone, it might be referred indifferently to the beginning
of the fourth or middle of the fifth century. But observe, that though (as
I think I have before written to you) bad art is of all periods, yet good art is not;
and this is why I cannot admit that by carrying the consul down to the fifth
you become entitled to assign the Hylas to the fourth century, merely because
this allows an interval of 150 years or so between the two. Prom its own
intrinsic evidence, quite irrespective of any date you may determine for the
consul, the Hylas must, in my opinion, have been from a design of not later,
and perhaps earlier, than the second century, though whether its discovery in
the same building with the consul is to be explained by De Rossi's suggestion
still remains to be considered.
I I I . As to all the other decorations, which we only know from Sangallo's
drawing, I quite agree with you that their artistic style resembles the Hylas
rather than the consul, and that his overlooking this circumstance is a great
flaw in De Rossi's argument. It is right, no doubt, to bear in mind that the
older artists, before archaeology became a science, never copied faithfully, but
represented everything in the best possible (that is, their own) style. Still, the
general composition of groups, and the selection of subjects, may be pretty well
relied on. At any rate, as we have no other and more trustworthy evidence
remaining, we must perforce accept Sangallo's rendering; and on this authority
I conclude that some theory must be found whereby all the designs except the
consul may be grouped together with the Hylas as belonging to an earlier
parentage, and the consul alone to a later.
IV. If this view be correct, and if the Hylas be, as De Rossi himself sup-
poses, of the second century, then, as you have pointed out in your letter,
his explanation of the other subjects, as composed in honour of Constantine,
falls to the ground. But even if we are wrong in this view, and if the
Sangallo subjects may be judged of independently of their artistic style,
I fail to see the force of the arguments for the Maxentian interpretation.
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The subjects themselves are heterogeneous, partly mythological, partly his-
torical, partly spectacular, with some minor parts purely decorative. Had it
not been for the inscription which De Rossi has made out from the MS. at
Siena, and which he shows to relate to a consul of A.D. 317, there would have
been nothing whatever to suggest any connection with Constantine. Assuming
his identification of the consul and the date to be correct (on which I do not
presume to form any opinion, not having investigated the point), still it by no
means appears that the motive of the whole series was to commemorate the reign-
ing Emperor's victories, or that amongst these that of the Pons Milvius was
specially selected. To De Rossi, indeed, and in a more or less degree to all
Christians, this victory, with the legend of the miracle which preceded it, sur-
passes all others in interest. But why should it do so to Junius Bassus ? If
he were a pagan, it would have been pain and grief to him. If a Christian,
then surely he would have introduced some symbol allusive to the cross, such as
speedily appeared on standards and shields. The only subject in the series
which seems to me specially appropriate to the Maxentian victory is that in
which soldiers are exhibiting a head on the point of a spear. But throughout the
Empire such exhibitions were too common to justify us in appropriating this
incident positively to any one person. In like manner, games given by order of
the Senate were too frequent events to furnish proof that the S. C. below the
charioteer must refer to the games given on the Maxentian triumph. On the
whole, the historical arguments which De Rossi has adopted from Bock seem to
me too fanciful and ambiguous to stand against the evidence of style which
Sangallo's drawings, in accordance with the actual remains of the Hylas and the
tigress, furnish in favour of an earlier date.
What theory, then, finally, can I suggest to reconcile all the difficulties ? I
can only offer a conjectural one, which I shall be quite willing to withdraw if
good evidence is produced against it. It is that Junius Bassus erected and
dedicated the building, though to whom or for what he has not told us (as he
probably would have done, had he wished it to be a compliment to or memorial
of the all-powerful Emperor) ;—but that the artists he employed, incompetent to
design anything of original merit themselves, copied the mural decorations of an
earlier and better age. Their models were not all taken from one building or of
one date; but the Hylas taken from one of Hadrian's monuments, the tigress,
perhaps, from an earlier work, the two emperors' heads (if we may so far rely on
Sangallo) from a building of the first century, and the other subjects from
remains the period of which cannot now be exactly fixed. And now rny hypo-
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thesis goes one step further. It supposes that the originals were executed either
in fresco or in true mosaic, tessellated or vermiculated. But this latter elaborate
art having declined in Constantine's time (as witness the mosaics of S. Costanza),
or being perhaps too costly, the easier and cheaper, but less artistic, process of
opus sectile was adopted. Or possibly even (if this be not over-refining) the
Hylas might, as De Rossi supposes, have been cut from some earlier building,
and the other subjects, though copied from true mosaics, have yet been executed
in opus sectile, merely for conformity with the Hylas. Erom whatever motive it
was done, the tigress, being executed in a method for which it was not originally
designed, presents a correct outline, but faulty surface, and therefore no true
foreshortening, in the limb already mentioned.
Thinking, as I do, that De Rossi has failed to establish any monumental
motive in the building, I find no difficulty in supposing that Junius Bassus
brought together any illustrations of mythology, history, games, or animal life,
which suited the purpose (or perhaps merely the available wall-spaces) of his
building, whatever it was, whether a secular basilica, an academy, library, or
anything else; and in these illustrations no thread of continuity, or even con-
gruity, can now be traced.
Then for the consul—this may be of Junius Bassus' own time, intended to
portray himself; in which case its inferiority would be explained by the artist
being left to his own skill for a design, whilst in all the other works he had good
models to copy. Or, if you prefer it, it may have been substituted in the following
century for a panel of Bassus' period, either for the reason you suggest, or
any other, such as an accidental dilapidation in some part, which induced the
introduction of this " restoration."
Cumloden, Bournemouth, 7th April, 1879.
